The role of screens in cathedrals and churches has been fiercely debated for centuries. They have been variously in and out of favour in terms of style, and as a means of providing separation and visual porosity-or indeed the opposite-depending on material and construction. When the Hereford Screen was exhibited at the 1862 International Exhibition in London (prior to its installation in the cathedral), its caption in the accompanying publication considered the screen in the context of the long early history of open screens, from Constantine's conversion until the twelfth century, after which "they were altered into solid walls." 2 In erecting the new screen at Hereford in the position he chose, Scott recorded that he felt "at liberty (I am not sure how justified) to adopt an arrangement founded rather upon utility than history", clearly giving priority to the way the cathedral worked at the time over historical authenticity. 3 Scott's promotion of ironwork as a suitable material in this context was also thoroughly modern, and was generally well-received by contemporaries when the screens were unveiled and in the decades immediately following. Writing in about 1880, the author of a guidebook to the region is one of many at the time who admired the Hereford Screen, describing it as "one of the greatest works in metal in the world"; and as an innovative work of art that served liturgical needs while also respecting its historical surroundings:
The Screen, which is entirely of wrought metal work, the metals used being iron, brass and copper, is a triumph of art. It illustrates the Ascension of our Lord; and the beauty of the work, its position and office in the Cathedral, and its structural qualities, cause it to harmonise well with the grand Norman work by which it is surrounded . . . It is one of the largest works of art, in metal, in the world, and redounds to the credit of both its designer, Sir G. G. Scott, and its maker, Mr. Skidmore.
4
The debate about cathedral screens heated up in the twentieth century and three key factors combined to mitigate against the preservation of screens in general, and of the Hereford Screen in particular: taste, function, and condition. In Country Life an article in 1960 was entitled "Screens or Vistas in Cathedrals?", followed by one on the "cleavage of opinion about cathedral screens". 5 Reservations about aesthetics came to a head, combined with changes of liturgy, meaning that the separation created by screens was no longer thought desirable. Moreover, the cleaning and maintenance of screens posed a difficulty from very early on. At Hereford, Skidmore was asked to quote for cleaning and repairs of the screen as early as 25 June 1875 (presumably largely from the effect of gas light). Cleaning the lower and upper parts of the screen was added to the duties of the verger and under-sexton respectively. 6 By the mid-1960s, the Dean reported that the screen was "thoroughly dilapidated and corroded".
7
The Removal of the Hereford Screen
Reservations about the Hereford Screen were expressed from the outset, including by Scott himself. 8 In the publication accompanying the 1862
International Exhibition mentioned above, the designer and maker were praised, but it was commented that the use of the screen "in a church where the Protestant service is performed seems more than questionable". Council urged extreme caution, and expressed the view that the removal of the screen might be approved if considered as part of a wider scheme to reinstate the choir in the position which it originally occupied. 13 The Central
Council visited in 1939, at the request of the Dean and Chapter, and reported that they were: strongly and unanimously of the opinion that the screen ought not under any circumstances to be destroyed [sic] ; preferably it should be retained in an honourable position in the Cathedral, or removed to another building if this were not possible. It is a characteristic production of a famous architect and well-known metal craftsman, designed for the Cathedral, carried out in lavish manner, and worthy of preservation as a fine piece of work of its period. Future generations may well appreciate it more highly than many to-day.
14 By 1952 the Central Council had "an enormous file" on the screen. 15 The
Royal Fine Art Commission was also consulted, recording their discussion at a meeting in January 1949 with the Dean about the screen obstructing processions and causing a loss of "contact" between choir and congregation.
Later that month, however, the commissioners wrote a letter adhering to their opinion that the screen should stay in situ (figs. 1 and 2). They cited reasons for its suitability, such as its "sympathy with the 'jewelled' character of the stained-glass windows" and the ability of a screen to create "that sense of recession so important in a mediaeval building". Exhibiting perhaps a heightened sense of historical self-awareness, they also mentioned the importance of protecting building elements of historic interest, a principle that they argued "applies especially to a work of a period which is suffering an 'aesthetic eclipse'".
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View this illustration online However, the Vicar of Holt in Norfolk represented the opposing view in his relief to have clergy in charge and not "the cacophony" of Victorian societies. Canon Dawson wrote to The Times of the "depressing enormity" of the screen, describing it as "a purely Victorian fabrication which was a mistake when it was put up and is a mistake now", and of its "spiky, blatant Henshaw & Son of Edinburgh was asked to dismantle the screen, and they packed the approximately 14,000 component parts with newspaper and straw into forty-six crates which they delivered on 16 March 1967 to the Herbert Gallery. However, the industrial history display in which the screen was to be included was never realized, and the screen remained in store in Coventry before once again being brought to public attention in the early 1980s. Shortly thereafter, it was given to the V&A, arriving still in its original crates in 1983, and found to be in need of considerable work.
Thus began the most expensive fundraising campaign ever mounted by the V&A for the restoration of one object: in the region of £850,000 was needed, with a further £25,000 for the lighting scheme that was installed. As part of the fundraising campaign and the 1991-4 project to redisplay the ironwork galleries with the screen at the central point, the V&A commissioned a stencil to be designed and painted on the wall for which the screen was destined, with just its electroformed figures on display ( fig. 5 ). By 1999, the necessary funds had been raised and the restoration, reassembly, and redisplay of the screen was then carried out. Almost four decades after its removal from Hereford Cathedral, the resurrection of the screen was completed, and celebrated with an "unveiling" on 24 May 2001.
View this illustration online Having survived a complicated reception history, the screen is now the highlight of the ironwork galleries at the V&A, directly overlooking the Main Entrance ( fig. 6 ). After decades of debate and controversy, this collaborative creation, visually referencing the past but modern in much of its manufacture, is once again considered a masterpiece of metalworking. The screen is regarded, studied, and enjoyed as a magnificent work of art within an international context, as it had been when first exhibited in 1862.
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